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bestowed on the vocal contributions of Mrs. Charles Kennan, 
who has a fine mezzo-soprano voice. Mr. Reginald Groome 
and Mr. Orlando Harley also took part in the Concert. 

MR. CARL FUCHS, an able violoncellist, gave a so-called 
Recital in the Princes' Hall on the 3rd ult. He showed 
himself a very refined, if not a very powerful, executant in 
a Sonata in F, by Marcello, and various minor solos. Dr. 
Hubert Parry's Trio in E minor was to have been included 
in the programme, but Mr. Willy Hess being unable to 
appear through illness, Brahms's Sonata in E minor, for 
violoncello and pianoforte (Op. 38), was substituted. Mr. 
Leonard Borwick was the pianist, and Miss F. B. Taylor 
contributed some songs in place of Madame Amy Sherwin, 
who was also indisposed. 

ON Sunday evening, the i4th ult., Mr. C. H. Kempling 
gave an Organ Recital, with orchestral accompaniment 
by the Dulwich String Orchestra, under the direction of 
Mr. Arnold Dolmetsch, at St. John the Divine, Kennington. 
The programme included Handel's Tenth Concerto for 
organ and orchestra and several organ and violin solos. A 
word of praise is due to the orchestra for the performance 
of the Variations to Haydn's Austrian Hymn. The choir 
sang "O gladsome Light " (Sir A. Sullivan) and " God is 
a Spirit" (Bennett), without accompaniment. 

MR. WARWICK JORDAN has been presented by the 
members of the congregation of St. Stephen's, Lewisham, 
with a grand pianoforte, as a testimonial of their appreciation 
of his connection with the church for twenty-five years. 

REVIEWS. 
The Seftonate and the Centralisation of the Tonal 

System. By Julius Klauser. 
[Milwaukee: William Rohlfing and Sons.] 

MR. KLAUSER'S idea is to reduce all musical problems to 
a question of tonality, and to shorten known devices that 
are already short and have the same object. His Septonate 
consists, in the first instance, of two conjunct tetrachords; 
that is, with the tonic in the centre. The sounds under 
the tonic he re-numbers backwards way, and makes use of 
the letters o and u, standing respectively for over and 
under, to distinguish the sounds in the upper from those in 
the lower tetrachord, in this way: 

G a b C d e F 

u 4 u3 u2 I 02 03 04 
When the figures represent " chord centres " he employs 
Roman numerals. The dominant triad has the " index " 
u IV., meaning" under dominant "; and the subdominant 
triad is o IV., meaning " over-dominant." This reversal of 
usual methods is a result of Mr. Klauser's melodic and 
dynamic views. In the old harmonic system of adjacent 
triads the chord-bearing sounds of the scale are laid out in 
fifths-F, C, G. Mr. Klauser lays them out Greek fashion, 
melodically in fourths. A dissonant chord, such as the 
chord of the dominant seventh, he marks u IV. 7. He 
recognises only the triad and the chord of the seventh; and 
going a little farther than some of his predecessors, he 
calls ninths, elevenths, and thirteenths "bye-tones," or 
auxiliaries. The seven sounds of the heptachord are 
named " principals," and they form what Mr. Klauser calls 
the " key-track." Each sound or tone is a " Klangtone." 
Theoretically it represents a major triad. In harmony, the 
tones I, 3, and 5, he calls harmonics, or, as we generally say, 
" harmony notes." The 7th is a dissonant harmonic and, 
as already said, the 2, 4, and 6 are " bye-tones." Mr. 
Klauser, from long experience as a teacher, assures us that 
his Septonate, which reduces the ordinary scale to seven 
tones, and their notation practically to four symbols, 
enables his pupils, and very young pupils, to analyse the 
tonality of any passage and resolve it into one of the 
three relationships comprehended in a " key tri-unity," 
meaning, as we understand it, the " Septonates " of G, C, 
and F. 

In regard to his views on the "centralisation of the 
tonal system," they seem to be founded on the rather old 

notion of considering the C natural as the centre of the 
musical universe-the " grand fixed doh," as Mr. Gerard 
Cobb called it not long since, half in jest. Here, Mr. 
Klauser returns of course to purely statical methods; and 
the same principle seems to override his healthier dynamic 
views, when he comes to the key and key relationship. 
His key consists of twenty-seven tones, including some 
double sharps and double flats. As a merely didactic 
system of connecting the tones of the scale, or of the 
Septonate, by sharps and double sharps as " up-mediates," 
and by flats and double flats as "rdown-mediates," it is 
quite intelligible ; but no rational principle of key relation- 
ship could be evolved from such a hand-to-mouth system. 
This Mr. Klauser seems to see himself, or he would have 
told us much more about it. He knows that what we all 
want is a comprehensive system of key-relationship. In a 
projected system of notation, which at present he thinks it 
would be premature to fully disclose, he runs away with 
the tuners' signs, the grave and acute accents he wants to 
use as substitutes for sharps and flats, as g, g', g", and g 
(g flat) g" (g double-flat), &c. We see no objection, ex- 
cepting that the signs are already devoted to another 
purpose, and as modern music " fades," there is no knowing 
how soon they may be wanted. 

In his general theory, Mr. Klauser makes a great show 
of his " conception " that " tones are distinct, cannot be 
modified, do not move-intervals are distinct, chords are 
distinct-so-called inversions and changed chords are not 
conceivable." " Flats and sharps," he tells us, " are only 
signs." He forgets to add that they are sometimes em- 
ployed as dynamic signs; and in further elucidating this 
long since discussed question, he shows us exactly where he 
is when he goes on to preach that "a prime can no more 
be converted or inverted into an octave than the figure i 
can be turned into the figure 8. To invert anything is to 
change the relation of things by turning them upside 
down; however, it does not mean to change the things them- 
selves: this is what is done in musical theory by the 
formula- 

1 2 3 4 5 6 7 8 
8 7 6 5 4 3 2 1 

a 4th is supposed to become a 5th by inversion, but it does 
not. F over C is a 4th, F under C is a 5th; the upper 
and lower F's are two distinct tones-the two steps are two 
distinct melodies-the one is by no means the other turned 
upside down. A tone being individual cannot be turned 
upside down, and therefore inverted tones are inconceivable." 

All this is singularly misrepresented. Mr. Klauser, with 
his many attainments, which we can see for ourselves 
and sincerely recognise, does not understand inversion. 
The subtle-minded people from whose musical system he 
has borrowed two-thirds of his book explained some cen- 
turies ago the dilemma in which he, in common with many 
musicians, appears to be with regard to the unison being 
the inversion of the octave. No one has supposed that as 
absolute facts, or as a question of absolute pitch, "F 
over " can be the same thing as " F under." Mr. Klauser 
seems to see himself that inversion " changes the relation 
of things." The relation wanted is not of F over to F 
under, but the common relation of both to C. This is the 
embryo of that tonic relation upon which Mr. Klauser 
founds his Septonate, and which throughout his work he is 
continually muddling up with contrapuntal methods and 
statical principles. Our chief objection to the Septonate is 
that while reviving in one respect the ancient Greek 
method of Sol-faing, the reversed notation of the lower 
tetrachord suggests a mere singing-master's notion of 
counting intervals downwards as well as upwards; when 
the object is not the singing or playing of the intervals, 
but to determine their tonic relation. We have a suspicion 
that what looks to us like a certain mystification on Mr. 
Klauser's part when in another part of his book he is 
lovingly comparing his Septonate with the scalc--the 
"Octotone,' as he calls it-arises from a simple oversight 
in numbering the octave of the tonic 8. This represents 
what might be called " interval relation "-that is, figured 
bass and contrapuntal inversion over again. The scale, 
whether it be composed of eight notes, or seven, or four, is 
beyond all things a question of tonic relation. The tonic, 
as Mr. Klauser says, in whatever " stratum " or register it 
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appears, is I. That is so; otherwise we may go on, 8, 15, 
22, ad infinitum. Another objection to the Septonate is its 
apparent limitation to three relationships, which looks very 
like a retrogression towards the " adjacent triads." Hence 
Mr. Klauser seems hampered in explaining the action of 
his mechanical device when the progression is from one 
chord to another, having between them no note in common. 
Mr. Klauser does not thoroughly carry out the dynamic 
principles from which he starts, and is naturally lost when 
he endeavours to explain an octave mode, and calls the 
relative minor a modulation to the key of A? when, in his 
examples-nothing more or less than Greek scales-he 
describes it as an " incident" in C . Exactly the same 
question occurs in his endeavour to abolish chord inver- 
sions. It is the notation of old figured bass he evidently 
wants to abolish, not the chords. To reinstate as he does 
the several positions of chords as so many " forms " of 
a " key-klang" is trifling with words. 

It is not until he explains his " Melo-rhythmo-harmonic" 
principle of progression that Mr. Klauser falls loyally into 
the ranks of what he calls " musico-psychologists." The 
principle is partly founded upon " the line of least resist- 
ance " and on " accent," which, as he says, "determines 
harmony." The bit of science about "resistance'" has 
already been utilised and has the same meaning as " con- 
tiguity," an old musical principle. With his principle of 
progression Mr. Klauser has discovered that much of what 
we are still taught concerning "leading notes" is 
erroneous, and that unless the No. 7 of the scale-the u 2 
of the Septonate-resolves on the tonic, it is not a leading 
note at all. His melo-rhythmic devices enable him to 
explain " bye-tones"--that is, auxiliaries-more clearly and 
fully than we have ever seen the subject explained in any 
treatise, although he has nothing absolutely new to tell us. 
He makes a feature of what he calls the " Prominent 
voice "-the cantus-which he seems to think does more 
than suggest, and, as we understand him, "determines the 
concomitant harmony." When Mr. Klauser arrives at the 
subject of modulation, we feel quite at home, in spite of 
the septonal undertones and overtones, that are rather a 
nuisance. When, in changing the key, Mr. Klauser says 

I 04 03 
C C B 

Keys .. C to G 

Spinola would have said simply I, 4, 3, and the Galin- 
Chev6 and Tonic Sol-fa methods say the same thing in 
their own way. "Plus fa change, plus c'est la mime 
chose." We acknowledge that in musical theory small 
distinctions make large differences. Mr. Klauser's new 
work is a veritable bazaar of musical curios collected from 
all quarters and periods. We can pay him as a theorist 
the high compliment of saying that in the arrangement of 
his wares he is not a good " window dresser." No true 
theorist ever was. The critical and philosophic essays on 
Higher Education and Voice Culture the volume contains 
will, to the general reader, prove the most entertaining portion 
of his book. We are inclined to think it is the most 
valuable portion. The essays should nevertheless have 
been published separately. They only interfere with the 
author's confessed object-the explanation of " a new view 
of the fundamental relations of tones, and a simplification 
of the theory and practice of music." 

Grundzfige der Theorie der Tonkunst. Ein Lehrbuch 
auf wissenschaftlicher Grundlage verfasst. Von Anton 
Huber und Josef Pressl. [Hanover: J. Bacmeister.] 

IT has been the praiseworthy endeavour of the joint 
authors of this handy volume to combine therein what- 
ever has appeared to them most essential in the various 
subjects constituting the science of music, in an abridgment 
sufficiently concise to arrest the attention and impress the 
memory of the student, and yet exhaustive enough to 
establish, in a measure, the " scientific basis " claimed for 
the work on its title-page. Thus the elements of musical 
instruction proper, of harmony, of acoustics, of musical 
history, are treated and their inner relationship is shown 
with sufficient clearness to enable the tyro musician to 
pursue the further study of the several branches of the 
science in a profitable way. The plan here adopted is 

no doubt a novel one, and as such it certainly 
commands our interest, albeit the strictly scientific 
basis claimed for the volume may be here and there 
lost sight of. Some polemical discussions in connec- 
tion with our enharmonic system would have been 
better omitted, as tending to bewilder rather than instruct 
the student. On the other hand, we gladly welcome the 
admission of the historical element into the curriculum 
of studies embodied in the work; a subject the value of 
which as an adjunct to a sound musical education cannot 
be too earnestly insisted upon. Not that we on our part have 
any special reason to thank the authors for their historical 
survey of the development of musical art, seeing that the 
share allotted to this country in the progress of the art, 
"since the days of Palestrina," is summed up, with 
epigrammatical succinctness, it is true, but scarcely with 
accuracy, in the following " representative " names of 
British composers and instrumentalists-viz., " Charles 
Burney, John Field, Henry Bertini, E. Parish-Alvars, 
Henry Litolff, and others !" The "and others," though 
convenient for safety, is, however, hardly sufficient to cover 
the absence of any knowledge whatever on the subject 
involved in this remarkable summary. However, the 
authors are not the only foreign writers who come to grief 
when touching upon the subject of English music, and the 
above quotation should not be accepted as a criterion of the 
value of the information generally conveyed in this volume, 
which, as a whole, forms a useful and interesting addition 
to the existing hand-books for the study of the scientific 
elements of our art. 

(I.) Vier Lieder fitr eine Singstimme mit Clavier- 
Begleitung (Op. 46). (2.) Albumbldtter fiir Pianoforte 
(Op. 48). Von Algernon Ashton. 

[Berlin: Ries und Erler.] 
THESE four songs are published with the original 

German words by Emanuel Geibel, and a very good sing- 
able English version by D. V. Ashton. They are all 
thoughtful and well-written songs, designed to please the 
artistic mind rather than to minister to popular fancy. 
The first, " Ich lieg' im tiefen Schachte," is a quiet expressive 
melody; the second, "Wohl flog mit rothen Wimpeln 
einst," is more passionate in style as is necessary to suit 
the character of the words ; the third, " Durch die wolkige 
Maiennacht," is a charming idea well carried out for voice 
and accompaniment; and the fourth, "Wenn es rothe Rosen 
schneit," is a song which could be made most effective by 
a clever and sympathetic vocalist. 

The Albumiblitter are ably written pieces such as 
would delight players who do not fear to make themselves 
acquainted with the peculiarities of a composer who strives 
to be original. 

Psalm xlvi. (Deus noster refugium). Set to music by 
Albert E. Wilshire. [Novello, Ewer and Co.] 

AT no very distant period the number of Cantatas avail- 
able for Church use was very limited. With praiseworthy 
readiness several rising composers have turned their atten- 
tion to remedy the deficiency, and there is now a prospect 
of a plentiful supply. One of the latest works of this kind 
is Mr. Wilshire's Setting of the 46th Psalm. It contains 
many points of excellence which will doubtless commend 
it for use in those places where it will help to satisfy a need. 
It is arranged in eight numbers: a boldly designed instru- 
mental introduction, an opening chorus, " God is our 
hope "; a soprano solo, " The rivers of the flood," in 
which ingenious use is made of the themes employed; an 
excellent duet, "The heathen make much ado," for tenor 
and bass; a chorale for five-part chorus, founded on 
Croft's " St. Anne's " tune; a tenor solo, " 0 come hither," 
with a graceful accompaniment; a quartet, "1Be still 
then," for voices alone; and a " Gloria Patri," the chief 
feature of which is a boldly designed and effective fugue, 
which brings this noticeable work to an impressive end. 

Scottish Church Music: its Composers and Sources. By 
James Love. [William Blackwood and Son.] 

THE author of this excellent book has taken the Hymnals 
and Psalters in Common use in Scotland bythe congregations 
of various denominations of worshippers, and has compiled 
a most interesting account of the several composers living 
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